Part of the inspiration to use a hand technology may have come from the fact that the Kornblums bought Harry Duncan's old house, complete with a press room. More practically, though, setting their own type and printing the books themselves allowed them to control production and to print whomever they wanted. This was important because it encouraged writers who might not be published by com mercial houses to use an accessible outlet like the Kornblums for their work. Thus the press became a logical extension of the spirit that founded Toothpaste Magazine. The Kornblums at the same time sharpened their appreciation for finely designed and well-made books, a tradition inherited from their association with The Uni versity of Iowa.
During the seventies, however, the Kornblums' allegiance lay more with writing poetry than publishing it; they were then at the center of actualism, an Iowa City literary movement that stressed the importance of common objects as worthwhile subjects for poetry. While their association with actualism shaped their poetry, it also helped to shape the design of the books they published. For ex ample, the name Toothpaste derives from a fascination with the common object, this interest suggested in part by their press mark, which at first glance appears to resemble a capital T, or a set of teeth, but upon closer inspection depicts a pair of hands putting toothpaste on a toothbrush. The emphasis on objects, though, is most apparent in the books issued from the press, which are utili tarian and functional objects and not at all common.
Virtually all Toothpaste titles are cleanly designed, generally avoid distracting embellishments, and allow the type plenty of comfortable white space. The Kornblums' choice of text type favors those derived from early models of printing like Poliphilus and Centaur, and more modern faces like Goudy Modern and Perpetua; display faces range from the elegant Goudy Open to the more funky Flash Bold and Vaudeville. Just as varied are the papers they use, which range from subtle, unassuming sheets like Rives and Ingres-Fabriano to American machine-made papers from Strathmore and Curtis. Yet no matter what the physical properties may be, they function mainly to serve the text in a complementary way as vehicles for expression that add to the reading experience without distracting from it.
The Kornblums' efforts to wed text with design are clearly mea sured by the titles they have produced. In fact, to be fully ap preciated, the items in the following checklist might be assembled chronologically and laid out on a table for perusal. The interested [25] observer could then examine individual titles, measuring their de sign against other titles from the press, and ultimately gain an ap preciation of the development of Allan and Cinda's talents for mak ing books. For, during their 12 years as publishers, they have passed through many developmental stages ranging from making mimeo graphed books to finely made books. But in all their efforts the sense of the book as a functional object has been shaped by their growing knowledge of book production.
In the first three years of the press, the books that were pro duced were inspired by a desire to get words into print quickly and inexpensively; there was little emphasis placed on format. This is clearly evident in titles like Toothpaste Magazine, Tilt (1971) , and the Brick Apartment (1973) . In all three the text is presented in mimeographed form, since that was an inexpensive way to issue the volumes. A glimmering awareness of wedding text with design, however, is witnessed by the illustrative covers of Toothpaste Mag azine and the letterpress-printed envelope for Tilt.
As they acquired more knowledge of production, they transferred this information successfully into the experience of making books. In this phase it is interesting to begin with the first letterpress book, Famous Americans (1971) , and compare it with other early titles. Famous Americans is an amalgam of images, colored papers, and Futura type-the first attempt by Kornblum to execute a design that is shaped by text. When Waterworks was published a year later, Centaur text types replaced the bold Futura Book, and one text paper was used throughout. The net effect is to allow the text to speak for itself without being overwhelmed by visual distraction. This growing sense of design is exercised through many of the early letterpress titles, including The W orld Is God 's T.V. (1973) , The Don and Bill Company (1974) , and Snapshots from Europe (1974) , but it reaches fruition in Darrell Gray 's Scattered Brains (1975) . This is a book whose success is based on typographic design, on its combination of Basingwerk paper with Times Roman type to en courage a reading of the text; no tricks are used to get the reader's attention. Thus, each title in the comparison reveals the growth and change that was taking place as the Kornblums learned their craft and became more adept at matching type with paper, paper with ink, and design with text.
By 1974 they were working exclusively in letterpress and had begun to rely more on traditional solutions to the problems of de sign and execution. In the past seven years these skills have been refined to produce a series of carefully crafted and sensibly de (1980) , which is a delightful book that successfully weds straightforward text design set in Poliphilus with four-color ren derings of the author's illustrations.
Perhaps the most successful year for the press, to date, was 1981. As a group, the titles issued represent some of the Kornblums' best and most consistent work. This is particularly evident in Carl Rakosi's Droles de Journal. The text and title page are cleanly de signed in Bulmer text and Vaudeville display faces. The unlikely, yet successful, combination of these types attracts attention, but the reader is also drawn into the book by the repetition of a red border. On page one the border encloses a blank space; on page three it contains the title; and on page five it embraces the entire title page. For the reader, the cumulative effect of this border is to locate the position of the poems subliminally on the pages that follow. With a deft little stroke a solution is provided for the prob lem of placing text on a page. This same sensible and sensitive design that characterizes Droles de Journal is evident in the ma jority of the titles done this past year.
So, on the one hand, this checklist represents all the titles issued by a successful and growing regional small press. Yet it also re veals an interesting and practical chronicle of the development of accomplished bookmakers. From this perspective, the checklist is an exemplum of the process of cultivating and learning a craft. Ultimately, though, it is deserved recognition for work diligently and well done. One can only hope that the Kornblums will continue their work and make another checklist a necessity in 1994.
[29] 
REASONS FOR THE SKY, by Jim
Hanson; March 1979. 20 un numbered pages, 7¾" x 4½". Plantin and Libra types in black and blue on blue Ingres-Fabriano paper. 900 copies in blue IngresFabriano wrappers; title in black, blue, and white on cover. $3.00.
42. LITTLE MYSTERIES, by Ken Mikolowski; May 1979. 20 unnum bered pages, 6" x 4". Poliphilus and Blado types in black and bur gundy on Mulberry paper; drawings by Anne Mikolowski. 800 copies in burgundy wrappers; cover illustration by Ann Mikolow ski; each copy contains a bookmark. Offset edition of 2,000 copies on Strathmore Grandee paper, with same cover as letterpress edition, printed at Iowa City Women's Press. $3.00.
43. YOUNG ANGER, by Rose Lesniak; October 1979. 20 unnumbered pages, 9½" x 6". Perpetua and Flash Bold types in black and red on Strathmore Beau Brilliant paper. 800 copies in red Beau Brilliant wrappers; cover drawing in black by Tim Milk. $3.00.
44. QUICKSAND THROUGH THE HOURGLASS, by Dave Morice; December 1979. 58 pages, 9¾" x 6¼". Buhner types on Curtis Rag paper; title page in black, gray, and yellow; illustrations in gray by the author; tide page and cover Q from a wood engraving by Al
Buck. 1,000 copies in sandy yellow wrappers by Prairie Fox; title on spine. 100 copies, numbered and signed, bound in yellow cloth over boards by Black Oak Bindery; Q in gray on cover. $4.50; $20.00 signed edition. 
